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Part 1 

Serial Photography 
General Themes 


If you consider the photographic médium in general, you 
will probably end up thinking about individual artists or 
even specific, individual images—moments that changed 
history or simply images that left a lasting impression. The 
desire to produce this type of image yourself is a lofty ambi- 
tion. A simple but effective alternative to the endless search 
for "the" definíng, prize-winning ¡mage is to take a series of 
photos that deal either with single or múltiple themes, and 
in which each image has its own formal gualities. 

In additional to thematic collections, photographing 
images in series can also help to depict time and space. 
Here, it ¡s ¡mportant to understand the difference between 
a "series" and a "seguence." A seguence either has ¡ts own 
overriding theme or serves to visually explain an accompa- 
nying text. Additionally, seguences are usually shot in a sin¬ 
gle session, although long-term seguences do exist, too. 
The photos in a seguence are usually presented in a uni- 
form size and in strict order. Serial photography allows the 
photographer much more Creative freedom. Many of the 
formal elements of a seguence are not reguired in order to 
create a successful series. 


Some of the basic "rules" of serial photography are: 

► You can shoot whenever and wherever you like 

► You can shoot ¡n portrait or landscape format 

► You can always discard oíd images, or extend and 
augment a series with new material 

► Serial photos can be presented in many different ways 

Once you have developed a taste for serial photogra¬ 
phy, you will notice that some images are suitable for use ¡n 
a number of different series. For example, the first image in 
the Umbrellas series could just as well find a place in the 
Triples , Automotive Refiections , or even the Blue series. There 
is hardly any subject that cannot be developed into its own 
series—for example, photojournalists are extremely well 
placed to create a series about handshakes at every level of 
society. Múltiple images with a common theme challenge 
the viewer to take a closer, more comparative look at the 
subject matter. A photo series encourages you to look for 
similarities and differences between everyday objects, and 
the mental sorting involved nearly always leads to the cre- 
ation of additional subthemes and alternative series. It ¡s 
easy to imagine developing the Manhole Covers idea to 
make a series that ineludes just circular or sguare covers. 
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1 Houses 

The Perfect Subject for a Travel Series 



Villages, towns, and cities owe their individual appearance 
to the buildings in them. At some point in history, early huts 
and houses shed their purely functional role and began to 
visually symbolize status and wealth. The differences 
between them can take the form of formal architectural 
details or the simple use of different colors and patterns on 
walls and roofs. 

In most cases, the cost factor dictates that residential 
buildings are built using simple sguare units topped off 
with a triangular roof gable. Free-standing houses can gen- 


erally be photographed in landscape format, but need 
space at the sides and above to make a real impression in a 
photo. Space that you leave around a subject acts as a "neg- 
ative form" that emphasizes the"positive form" of the sub¬ 
ject itself. If circumstances allow, it is preferable to photo- 
graph houses so that the vertical and horizontal alignment 
of the building's lines is mirrored in the finished photo. The 
vanishing point of such single-point perspective images is 
behind the subject in the center of the frame. If you are 
photographing larger buildings or if space is limited, you 
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3 



will often have to tip your camera upward to capture the 
entire building, creating dynamic-looking images in which 
the vanishing point lies beyond the upper edge of the 
frame. 

Most vertical lines in architectural photos converge. Ini- 
tially, following the introduction of the first wide-angle 
lenses, converging lines in architectural photos were 
frowned upon. However, the famous Bauhaus exhibition of 
"New Photography" in Stuttgart, Germany in 1929 changed 
all that, and free use of the camera—including delibérate 


use of converging lines—began to be accepted as an inte¬ 
gral aspect of modern image composition. If necessary, 
modern image processing software makes it child's play to 
elimínate converging lines. 

A photographer should always consider how the com- 
positional elements—point, line, shape, and artistic con- 
trast—are used ¡n an image. In the case of our Houses 
theme, the architectural fagade forms a shape within a 
shape. Details such as Windows, doors, and roof angles cré¬ 
ate tensión of their own within the house element of the 



































¡mage. The photographer can only ¡nfluence the ¡nterplay 
between the building and ¡ts surroundings, perhaps by 
using an extreme viewpoint or the effects of changes ¡n the 
ambient light. 
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About the Photos 

Houses are an obvious subject for photographers who 
travel. You will always pay more attention to new surround- 
¡ngs than you do to familiar places. In #1 and # 8,1 deliber- 
ately used converging lines caused by unavoidable proxim- 
ity to the subject as part of my composition. In contrast, 
photos #2,3 ,4 7 , 9 , and n were all shot frontally, creating a 
static feel, while the buildings in #6 and #io have a more 
dynamic feel, thanks to a camera angle that makes a comer 
of the building the center of the viewer's attention. In #5 


and #12, the buildings are part of a multi-dimensional com¬ 
position and play second fiddle to the effects produced by 
the trees and the fence. 
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2 Stairs 

Moving Up and Down 



Stairs are an important and ubiquitous design element in 
public and prívate buildings, and serve to help negotíate 
differences ¡n elevation in both upward and downward 
directions. Photos of stairs are largely defined by line ele- 
ments in the form of primary horizontals and verticals, or 
rising and falling diagonals. The differences between the 
thickness of lines and the occurrence of stripes (the thickest 
of all lines) are a matter of subjective taste, and are under- 
scored by the variety of designs and materials used to con- 
struct steps, banisters, and handrails. 


Due to the nature of the subject, photos of stairs often 
follow strict compositional rules. The steady rhythm of the 
horizontal lines at the edges of individual steps is comple- 
mented by the additional rhythm of the vertical lines of the 
handrail. Handrails also provide their own rising or falling 
diagonals. Steps and banisters can form slanting patterns 
within the frame, depending on the photographer's view- 
point. If you tip your camera upward or downward, you can 
create an image in which none of the straight lines in the 
subject are paral leí to the edges of the image. Depending 



















CHAPTER 2 


Stairs 



on ¡ts steepness, a free-standing staircase can also be dom- 
¡nated by diagonal or slantlng lines. These strict forms can 
usually be diluted by including elements of color, light and 
shade, changes in color, or other distracting details. 

Outdoor stairs are usual ly well lit, but interior stairs are 
more difñcult to photograph effectively. Wide-angle lenses 
often produce interesting, exaggerated perspective, espe- 
cially ¡n cramped spaces such as stairwells. However, artifi¬ 
cial light often causes unwanted color casts. A set of stairs 
can consist of just a couple of steps or cover the height of 


an entire building. People tend to associate the word "stair" 
with an upward movement, and photos looking down 
staircases are rare. Stairs too, can have their own sub- 
themes—such as "people on stairs"—and can be made 
more dynamic if you include delibérate motion blur. 
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About the Photos 

Shadow play creates additional tensión in #2 and #5, while 
#1 and #3 show that intense colors can have a more dra- 
matic effect than the actual contení of an image. Full-frame 
outdoor stairs, as in #6 and #7, or in detail, as in photos #10, 
ii, and 12, don't always divulge the stairs' real purpose. The 
indoor shots in photos #4,13, and 14 all present views look- 
ing down and are variously lit by the sun and artificial light. 
The way the stairs in #8 and #9 lead nowhere gives both 
shots a surreal feel. 
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3 Tables and Chairs 

Familiar Workaday Objects 



All visual artists try to use their chosen image format to the 
full.This generally means that the positive form of the main 
subject ¡s placed as domlnantly as possible wlthin the 
frame. Empty space between the subject and the edges of 
the frame provldes contrastlng negatlve form. A single- 
color tabletop against a plain background is a good exam- 
ple of this effect. Photographing a rectangular subject using 
a rectangular format (or a sguare subject using a sguare for¬ 
mat) produces a reduced-size repeat of the basic image 
shape within the image itself. However, tensión only arises 


if the shapes within an image are different from the back¬ 
ground, such as a circular table photographed using a rec¬ 
tangular format. 

If a subject is portrayed up cióse, but without significant 
cropping of its basic shape,the viewer will notfeel the need 
for the subject to extend beyond the edges of the frame. If, 
however, a subject's form is cut short by tight framing, the 
viewer will apply visual experience to produce imaginary 
extensions of it outside the image area. Subsidiary objects 
such as ashtrays, bottles, or cups enrich our Tables and 





CHAPTER 3 


Tables and Chairs 


11 



Chairs theme and lead us almost automatically to the sub- 
theme of the set table, which anticipates the arrival of 
¡nvlted or unlnvlted guests. Set tables can be observed in 
orderly "before" or chaotlc "after" sltuations, the latter per- 
haps followlng a party. 

The formal "point" aspect of composltlon only plays a 
role if objects are placed on a table. Otherwlse, shapes and 
Unes will be the dominantfactors ¡n table ¡mages.Tabletops 
and the seats of chairs produce interplay between positive 
and negatlve form, whlle large numbers of chalr backs and 


table legs can produce a confuslng visual tangle wlth many 
smaller shapes formed by the intersectlons of the Unes they 
produce. 

While the forms of tables and chairs are largely similar, 
the range of colors wlthln the theme ¡s enormous. Table 
and chalr photos often contaln colors that contrast or har- 
monlze wlth the active dominant color, as well as secon- 
dary colors that appear ¡n shadows or other, less obvious 
¡mage areas. Monochromatic earth tones—such as ochre, 
olive green, or jeweler's red—make ¡nterestlng table shots. 
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Under ideal llghting condltlons, shadows can also produce 
interesting graphlc elements in table and chalr photos. 
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About the Photos 

Whether they are circular, square, or rectangular, and 
whether they are plctured wlth or wlthout chairs, a series is 
the perfect way to display pictures of tables. If you have suf- 
ficient material, you can arrange your images into groups of 
circular (#4 5, 6,7, and 11) or square tables (#1,3, 8, 9,10, and 
12). Other subgroups could inelude a table with one chair 
(#12), with two chairs (#3, 6, and 7), or with four or more 
chairs (#8,9, and 10). You can also group chairs on their own 


(#2 and #13) or collections of more or less arranged chairs, 
as ¡llustrated in photos #2,10,11, and 13. 
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4 Brushes 

Turning an Ordinary Object into a Photographic Subject 



There are many tools and objects that we use every day but 
pay little attention to, ¡ncluding various types of household 
brushes. Ifyou keepyour eyes peeled on your travels,you will 
find that many countries have their very own brush culture. 

Serial photos are especially gripping ¡f they are related 
by múltiple characteristics that inelude not only an overrid- 
ing common theme, but also repeating colors or patterns. 

Most brushes consist of a long, thin handle and a rec¬ 
tangular block with natural (or plástic) bristles attached to 
one end. This means that photos of brushes are related to 


each other not only through their common theme, but also 
through the repetition of point and line elements. These 
then relate to the space necessary to every visual composi- 
tion. The brush handle will usually form the dominant 
straight line, whether this is vertical, horizontal, or a diag¬ 
onal. If a line divides a surface, it suddenly possesses the 
power to form new shapes. Brush handles rarely intersect 
with the edges of an image, and are thus less likely to play 
a significant role in the basic distribution of shapes within 
the frame. 
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Brush handles are usually made of untreated wood and 
have little ¡nfluence on the overall color scheme ¡n an ¡mage. 
On the other hand, bristles nowadays are often made of 
plástic, providing a wide range of bright colors that can 
affect the overall look of an image. The special interplay 
between polnt and line in brush photos can lead to ¡nterest- 
ing challenges to the balance wlthin an ¡mage. Everyone 
¡mmedlately recognizes a brush, even ¡f an image contains 
other distractions. A brush can also belong to larger groups 


of mixed objects, making it less likely to be seen as the main 
subject. 
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About the Photos 

Brushes are usually found ¡n corners or standing against a 
wall.This means that their handles are normally positioned 
either vertical ly or dlagonally. Single brushes, llke the ones 
¡n photos #2, 8 , io, and n, domínate the composltlon, 
whereas múltiple brushes, such as the ones ¡n photos #4,5, 
6 , and 7, Invite the vlewer to compare the dlfferent angles 
they produce. Photo #7 only ¡nfers a diagonal, although the 
¡nference ¡s very strong. 


Close-up detalls, llke the ones ¡n photos #3,412,13, and 
14, glve the vlewer an ¡mpresslon of single or grouped 
polnts ratherthan Unes. Photos #1 and #9 show howqulckly 
a brush can lose ¡ts domlnance to competlng objects wlthln 
the frame. 
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5 At the Market 

The Fine Line Between "Dumped on the Floor" and Works of Everyday Art 



Markets provide a wide range of visual themes and photo- 
graphlc opportunlties. Capturlng communlcation among 
people from cióse up is often tricky, and ¡s especiaIly diffi- 
cult in the context of a busy market. Background color and 
contrast are constantly changing while you wait for the 
perfect moment to take your shot. Once you learn to recog- 
nize the elements that spoil an otherwise good composi- 
tion, you will begin to develop a sixth sense for background 
irritations while they are happening, even if you are con- 
centrating on action that is taking place elsewhere. 


Portraits of stall-holders are easier to take, and you can 
often get unspoken permission to shoot using eye contact. 
If you shoot a series of ¡mages of a person, common 
decency dictates that you ask if your subject would like to 
receive prints of your results. Apart from potential ly distract- 
ing lighting, taking photos of fruit and vegetables doesn't 
present any serious technical challenges. This chapter deais 
with the presentaron of wares as part of the overall market 
theme. 
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A newspaper, a sack, or a wooden crate are the simplest 
possible market stalls. While a crate ¡s generally low-key, 
newspaper print or a printed pattern on a piece of cloth 
can end up competing for the viewer's attention with the 
goods on display. A close-up of the way goods are pre- 
sented can often tell us more about the character of the 
person doing the selling than a general view that ¡ncludes 
the person ¡n the composition. 

An ¡mportant element of market shots ¡s the formal 
structure of the stall, whlch can be domlnated by contrast- 


¡ng colors or, ¡n close-up, single colors. A single, simple 
image of a particular sort of vegetable is in itself of limited 
interest, but nevertheless comes into its own in the context 
of a photo series covering a common theme. The varying 
colors and forms of a market could, for example, be pre- 
sented as "Market Textures". 
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About the Photos 

It ¡stempting totry to read the newspaper articles ¡n ¡mages 
#1 and #11. The blue checkered cloth ¡n #io provides an 
interesting color contrast to the sausages on offer, while 
the cloth in #12 can probably best be described as"gua¡nt." 
Photos #2, 6 , 7, and 9 ¡Ilústrate how artistically some stall- 
holders arrange their wares, while #4 and #5 show how 
monochromatic similar-looking objects can become. Pho¬ 
tos #3, 4, 8 , and 9 ¡Ilústrate the effectiveness of contrasting 


colors, while #6 and #7 demónstrate the charm of múltiple 
colors within a single still life. 
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6 Plástic 

Bright and Virtually Indestructible 



The plástic goods flooding the market have, ¡n many cases, 
supplanted more traditional materials such as wood, glass, 
and metal. Whether we llke ¡t or not, cheap goods are now- 
adays socially acceptable, and the bright, mass-produced 
world of plástic producís is here to stay. Plástic producís are 
not only cheaper, but often more practical than enamel 
buckets, zinc watering cans, tin dustpans, glass bottles, or 
rubber airbeds. Opinión is divided on whether so much 
color is a good thing, but regardless of who decides which 
colors suit what producís and irrespective of who buys all 


this stuff, mountains of plástic goods are now parí of our 
everyday life. 

The contrast between the individual colors of different 
producís is extremely eye-catching. Yellow plástic appears 
to positively radíate brightness, and green watering cans 
often outdo all natural shades of green. The ¡mages on 
these pages ¡Ilústrate small, everyday objects, although plá¬ 
stic ¡s used to construct larger objects such as wading pools, 
boats, and even cars. 
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Generally, plástic producís are seen as a cheap alterna- 
tive to objects made of more valuable materials.This ¡s true 
to a certain degree, but ¡t doesn't do justice to the real story 
behind the advent of modern plastlcs. Chemlsts produced 
the first usable plástic producís in the mlddle of the igth 
century, and since then more than 600 dlfferent plastlcs 
have been patented. Plastlcs have hundreds of uses in 
industry, the bulldlng trade, and household applicatlons, as 
well as the world of art and jewelry manufacture. 
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About the Photos 

Traders try to attract potentiaI customers with the sheer 
amount of products they offer. Photos #i, 3, and 5 are 
¡mages shot at Mediterranean markets.The small size of the 
individual objects creates texture, and the brightest colors 
are usually found among stalls selling household goods, 
toys, and beach articles. The large, single-color surfaces of 
airbeds makes them obvious subjects (#8 and #9), while 
the household goods in photos # 6 , 7,10,11,12, and 13 are 
conspicuous in the variety of their shapes and colors. Plástic 


goods are impervious to bad weather and don't have to be 
guickly cleared away if it rains.They aren't easily damaged if 
they are left outside by mistake, as in #4. 

Image #2 shows the window of a playschool. The 
intense colors of the plástic animáis are in direct contrast to 
the children's hand prints on the window glass. 
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7 Balloons 

A Multitude of Semi-transparent Shapes 



TraditionaI balloons made of thin, seml-transparent rubber 
are of a roughly spherical shape, in spite of the slightly oval 
form of the tled-off end. Three-dlmenslonal objects are 
reduced to the sum of thelr wldth and their helght when 
they are portrayed ¡n two dimensions, accentuatlng the cir¬ 
cular effect of balis and balloons in photographs. 

Alongslde squares and triangles, circles are the third 
major shape recognized by basic design theory. These 
shapes can be transformed ¡nto other, similar shapes. For 
¡nstance, a square shares four right-angled corners wlth a 


rectangle, just as an oval follows the same basic curved line 
as a circle. Most photographs are shot uslng a rectangular 
format, glving rectangular subjects an obvlous visual rela- 
tlon to thls format.The shapes of all other subjects contrast 
wlth the shape of the ¡mage frame. Because we are used to 
observlng the contení of an ¡mage rather than ¡ts form, most 
vlewers are not consclous of the shape of the ¡mage ¡tself. It 
¡s only once an ¡mage has been reduced to a simple, two- 
color foreground/background composition that ¡t becomes 
obvious to the untrained eye that there ¡s tensión between 
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the subject and the shape of the frame. Signs and symbolic 
designs make use of this effect—examples are the Japa- 
nese flag with ¡ts red circle on a white rectangle, or the 
white rectangle and red circle of a No Entry slgn. 

Balloons make a more dynamlc subject when they are 
grouped together, formlng clrcles, semlclrcles, and ares. 
Other shapes are also formed when tight framing causes a 
balloon to beforeshortened by the edgeof the frame. View- 
ers have no trouble completing a circle cut off this way in 
thelr mlnds. 


Balloons are tradltlonally single-colored, so the look of 
many balloon photos is defined by the contrast between 
clearly defined (colored) shapes. Primary colors (blue, yel- 
low, and red) and secondary colors (orange, green, and vlo- 
let) provlde the strongest contrast. In addltlon to dlrect 
llght, backllght especiaIly emphaslzes the transpareney as 
well as the shape of balloons. 
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About the Photos 

Wide-angle lenses are great for shooting bunches of bal¬ 
loons. The evening light ¡n #1 produces a warm overall tone, 
while photos # 6 , n, and 12 produce greater contrast 
between the blue of the sky and the balloons themselves. 
Balloons are often present at children's partles (# 6 ,7, and 10) 
or weddlngs (#9). The balloons ¡n #8 were photographed 
after a party. Photos #2,3, and 4 show both tlght crops and 
transparency effects. IroñicaIly, #5 doesn't ¡nclude any bal¬ 


loons at all—the actual subject ¡s the bag of footballs, while 
the balloons are merely inferred by their colored shadows. 
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8 Umbrellas and Sunshades 

Decorative Protection from the Sun and the Rain 



These two very similar objects represent two diametrically 
opposed weather conditions, and accordingly, two differ- 
ent approaches to taking photos. A closed sunshade is sel- 
dom decorative enough to warrant a photo and is only 
opened when the sun is too strong. Apart from the prívate 
sunshades used at the beach, most sunshades are found ¡n 
a fixed position, making the ¡mmediate environment the 
biggest challenge to effective composition. 

Sunshades are found not only ¡n picturesgue settings at 
the ocean or near a pool, but also in industrial areas or mar- 


kets, where they are often closely bunched. If you are lucky, 
you can find a raised shooting position that allows you to 
take ¡nteresting photos of your subject's colors and shapes. 

In contrast to sunshades, umbrellas are highly portable. 
Closed umbrellas only make good photos when they are 
grouped in an umbrella stand or a shop. On the other hand, 
open umbrellas are an ¡mportant design element ¡n every- 
day Street scenery. Apart from the occasions when umbrel¬ 
las are used—usually by women—as sunshades, they are 
associated exclusively with inclement weather. 
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Umbrellas move passively with the help of people, mak- 
¡ng shots that ¡nclude blurred shapes and colors an ¡nter- 
esting alternative. There ¡s usually less light available when 
¡t ¡s raining, so longer shutter speeds and camera pans are 
often the only surefire way of capturing a shot anyway. 

Umbrellas and sunshades have the same, single-line 
shape when they are closed and form a curtailed semidrcle 
when they open and are viewed from the side. Viewed from 
above or below, they present circular forms. The shape of 
an umbrella also ineludes bundled verticals radiating out- 


wards from the tip. The main differences between individ¬ 
ual sunshades and umbrellas are caused by the different 
patterned materials they are made from. Contrasting col- 
ored panels are often placed next to each other, making 
single-tone triangles an additional visual element within 
the umbrella theme. 
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About the Photos 

On vacation, you can often find special sunshade ¡mages ¡f 
you manage to capture the right moment, as ¡n #1 and #11. 
Interesting large/small contrasts can be found at the beach 
(#9). The raised view of market sunshades ¡n #2 and #10 
¡nclude multicolored elements, while #10 also displays the 
more complex ¡nterplay caused by contrasting bright and 
achromatic colors. Photos #4 and #8 are simple, calm vlews 
from below, while #7 shows an extremely lively mixture of 
colors and triangular forms. Photos #3 and #5 display very 


muted colors. The surroundings ¡n photos #4, 6, and 11 
¡nclude ¡mportant clues that help tell the story behind the 
¡mage. 
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9 Water 

The Elixir of Life—Simultaneously Gentle and Threatening 



Every search for photographic subjects leads sooner or later 
to the four elements. Earth, Fire, and Water offer an almost 
limitless range of opportunities, while Air ¡s a more difñcult 
theme to address visually. Earth is ubiguitous on land, fire is 
often a bringer of danger, and water is generally perceived 
as the fount of all life. A photo series that addresses water's 
gentle side can guickly turn up a number of sub-themes 
that are wide-ranging enough to become main themes of 
their own, such as streams, rivers, waterfalls, the ocean, or 
even rain, with its accompanying puddles and raindrops. 


Wind brings movement, and thus texture, to the other- 
wise smooth surfaces of seas or lakes. Water also plays a 
significant role ¡n public life, in the form of fountains, orna¬ 
mental pools, and irrigation systems for public parks. In a 
prívate context, water can be found in garden ponds, 
wading pools, prívate swimming pools, and watering 
systems. Faucets, basins, and watering cans are just some of 
the many peripheral objects that are associated with water 
and that form a part of the overall theme. 
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Broadly speaking, clouds also belong to the water 
theme ¡n their role as part of the cycle of evaporaron, con- 
densation, and rainfall. Condensation on window panes 
makes a fascinating photographic subject, especially when 
there are considerable temperature dlfferences between 
the two sldes of the glass—for example, ¡n kltchens or flo- 
rists'stores. Water ¡tself is colorless, but partlcles of earth in 
streams and rlvers give it earthy tones, while sunllght lends 
the ocean a turguoise color—not just in the Caribbean. 
Swlmmlng pools are often palnted blue to artificiaIly 


enhance this effect. Stlll water is clear and indiscernible, 
and only becomes visible when it reflects its surroundings. 

Moving water is, paradoxically, easiest to visualize if you 
"freeze" its movement—short shutter speeds are great for 
making individual droplets appear to float in the air. Indi¬ 
vidual droplets are no longer visible and appear blurred or 
misty in sweeping panoramas or shots taken using tele- 
photo lenses. 
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About the Photos 

The ocean can be portrayed either with ¡ts elemental forcé, 
as ¡n #5 and # 6 , or with the calm associated with fjords, Ven- 
ice, or the Maldives (photos # 9 , io, and 12). Smooth surfaces 
are best for reflecting the blue of sky (#7), while streams like 
the one in #8 often appear to have a special color of their 
own. Photos #i, 2,3, and 4 show public and prívate watering 
systems. And this section wouldn't be complete without a 
shot of water drops on a flower (#11). 
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10 Boats 

For Work or Pleasure 



Rafts, boats and ships are among the oldest forms of trans¬ 
portaron built by mankind.The broad spectrum offered by 
the boat/ship theme ¡ncludes freighters, cruise ships, 
research ships, container ships, and a variety of specialty 
variations such as steamers, schooners, ferries, tankers, and 
barges—to ñame but a few. 

The dugout canoes and reed boats of early civilizaron, 
followed by the Viking longboats and the sailing ships of 
the great seafaring nations, have all contributed to some of 
the major myths and discoveries in human history. Sport 


boats, pleasure boats, and working boats can be found in 
harbors and on islands, as well on rivers, lakes, and reser¬ 
vóos all over the world.These inelude fishing boats, rowing 
boats, sailboats, motorboats, glass-bottomed boats, paddle 
boats, canoes, dinghies, and góndolas. Góndolas especiaIly 
represent the pinnacle of a boat-building tradition that still 
enjoys a special relationship with the city of Venice. The 
sheer elegance of modern góndolas, with their graceful 
shape, their polished woodwork, and their sumptuous dec¬ 
oraron, almost overshadows their actual purpose, which is 
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to transport people from one place to another. After all, the 
same job can be performed just as well by a tub made of 
ordinary planks. 

While large ships usually serve purely technlcal pur- 
poses, small boats can often be portrayed as part of a natu¬ 
ral scene. Once vlewers recognlze the subject of an ¡mage, 
they react to ¡t according to their prevlous experience of 
similar situations. Photos of boats often remind us of our 
vacations or travel. Romantic landscapes that inelude boats 
immediately produce these types of feelings, while detailed 


crops of a boat give us hints but don't always cause us to 
recall memories directly. 

The color of water, ranging from cool, greeny blues to 
warmer turguoise tones, is often the dominant color in boat 
photos. Boats and boat details themselves provide colors 
that are complementary or contrasting.The generally elon- 
gated shapes of boats form horizontal or diagonal lines 
within the frame. Boats that are portrayed to cover a rela- 
tively small part of the frame—but which possess an active 
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About the Photos 

Photos #1 and #7 ¡Ilústrate tradltlonal splendor, photo- 
graphed ¡n Venice and Malta. Photos #2,3, and 4 show boats 
made of metal, plástic, and wood. Photos # 8 ,9, and 12 dem¬ 
ónstrate the principie of a small boat dominating a compo- 
sition. Photos #10 and #11 show the very simplest of boats. 
Photo #6 is also recognizable as a boat in spite of the very 
tight crop. In this case, my vantage point on a bridge 
allowed me to take a vertical, portrait-format shot. 
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11 Laundry 

Between Art and Necessity 



Images and ¡mage details often inspire an observer to make 
up stories about the objects being observed. The nature of 
these stories will, of course, depend on the observer's own 
experiences. Because mankind has interfered in just about 
every conceivable aspect of life, it is only natural that such 
stories usually end up including people.The Laundry theme 
is a subject cióse to people's hearts and provides a lot of 
scope for inventing stories. Photos of laundry generally lead 
us to think about people with little or no money. Rich peo¬ 


ple's laundry is not a public subject and is not hung out for 
aII to see. 

Laundry that is hung out to dry in an urban context 
reminds me of warmer, often Mediterranean countries, and 
ineludes some larger cities like Florence, Naples, Lisbon, 
and Valetta. Even Burano (near Venice) and Venice itself 
offer many opportunities for capturing picturesgue memo- 
ríes. The endless eyele of wearing and washing that trans¬ 
forma a piece of new clothing is only inferred, but is not vis¬ 
ible, in photos.Textiles often end up as shoe rags or kitchen 
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cloths, although even these have to be washed and hung 
out to dry. 

The forms found ¡n photos of laundry are highly tradi- 
tional. Washing lines form Unes, clothes pegs form colored 
points, and the laundry ¡tself forms shapes that domínate 
nearly every photo. Dífferences ¡n síze between sheets, 
tablecloths, dresses, socks, or washcloths províde visual 
contrast, whíle an observant víewer can see and capture 
the díferences ¡n color and shape between apparently 
similar Ítems of clothing. Laundry blown by the wind also 


provides interesting visual counterpoints. The shapes and 
colors of individual pieces of laundry always offer plenty of 
contrasting subject material. 

Light and shade, as well as incidental light are impor- 
tant aspects of composition in this context. Lateral light 
emphasizes the folds of the materials, while strong back- 
light underscores the strength of the colors. Washing and 
drying laundry is a much broader-ranging subject than we 
can effectively ¡Ilústrate here. In regions where laundry is 
still washed by hand in a washhouse or on a riverbank, 
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About the Photos 

Photos #i, 6, 8, and 12 show that laundry, often ¡n combina¬ 
ron with its immediate surroundings, can provide fascinat- 
ing color contrasts. Laundry in the city (#2 and #io), on the 
beach (#4), or ¡n the country (#8 and # 9 ) always tells a story 
about people. Backlight and shadow provide the main 
attraction in photos # 3 , 5, and 11. 
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12 Traffic Mirrors 

Points of Interest in Town and Country 



Deciding how to position ¡mportant shapes within an 
¡mage ¡s a fundamental aspect of the process of composi- 
tion. Not only does the object ¡tself have a shape, but the 
space surrounding ¡t also has ¡ts own "negative"shape.Traf¬ 
fic mirrors are usually either rectangular or circular and are 
usually slightly convex. The traditional 35mm, 2:3 shooting 
format is still widely used and can cause compositional 
problems when you photograph traffic mirrors. Portraying 
a rectangular object within a rectangular frame produces a 
simple repeat pattern, and the only decisión you have to 


make concerns the degree to which the mirror filis the 
frame, either providing or hiding additional background 
information. 

Balancing a composition in which a circular mirror is 
placed within a rectangular frame can be more difñcult. If 
you want to show the entire circle without cropping it, at 
least a third of the area within the frame will not be taken 
up by the subject. A circular mirror is easier to photograph 
if it is free-standing with the sky in the background. If this is 
the case, make sure the areas to the left and right of the 
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mirror are of equal slze, as areas of differing sizes almost 
always produce unnecessary tensión. Ifyou photograph a 
circular mirror to fill the frame, you will have to crop its 
edges. 

Traffic mirrors are designed to help you see around cor- 
ners and are often mounted on striped or checked back- 
grounds to avoid the viewer confusing mirrored Informa¬ 
tion wlth the visual informatlon provided by the mlrror's 
¡mmedlate surroundings. The combinaron of brlght and 
active colors is ópticaIly very conspicuous, making traffic 


mirrors extremely eye-catchlng. Opposites and contrasts 
are ¡mportant parts of the message delivered by images on 
mirrors. A mirror enables you to look in both directlons and 
simultaneously to focus close-up and in the distance. You 
can ¡nfluence the effect of the"picture-in-p¡cture"aspect of 
mirror images by taking care with your choice of shooting 
position and the focal length of your lens. 
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About the Photos 

Photos #1,2, 3 , and 4 show how dark backgrounds can make 
¡mages of mirrors especiaIly effective.The twin mirrors in #5 
could only be captured in a 2:3 format image because they 
are mounted at an angle. A single frame only has space to 
contain 1V2 circles, as in #9. Photos #6 and #7 show clearly 
that you can only get closer to circular subjects if you are 
prepared to crop the basic shape, while the crop of a rect¬ 
angular mirror in #13 was made for purely aesthetic reasons. 


Photos # 8 , io, ii, and 12 are interesting variations on the pie 
ture-in-picture subtheme. 
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13 Street Lamps 

Practical and Decorative Features 



Street lamps address one of the central themes of photog- 
raphy: namely, llght. A certaln amount of llght ¡s necessary 
¡f you want to produce an ¡mage at all. Most analog films 
are designed to produce true color rendltlon ¡n daylight, 
whlch has a color temperature of 5,400 K (Kelvln). Digital 
cameras can be set to work at the same color temperature, 
thus producing realistic-looking colors. Variations in color 
temperature settings produce color casts in the resulting 
images. Artificial light has a lower color temperature than 
daylight and thus produces warmer tones with a yellow or 


orange cast. You can work around this kind of color cast 
either by using a blue filter or by adjusting your camera's 
color temperature setting to a higher valué. 

The automatic flash units built into many of today's 
cameras often spoil the atmosphere in a photo by produc¬ 
ing "hard"shadows, so a tripod and long shutter speeds are 
preferable for shooting at dusk. When Street lamps are 
already lit but the remaining daylight still produces silhou- 
ettes, you can use these mixed light sources to produce 
interesting color images. 
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Street lamps don't offer a vast range of compositional 
variations, and they are often based on points or groups of 
points. Suggested and real Unes of differing thicknesses 
also play a role. A single Street lamp immediately becomes 
thedominant point within theframe,and all points, whether 
single or múltiple, are joined to the lower edge of the frame 
by the lamp's central post. Images that don't adhere to this 
standard are guaranteed to interest the viewer more. A 
three-headed lamp ¡n which one bulb is broken ora shadow 


of a lamp that looks like a real, solid lamp are examples of 
effective deviations from the norm. 

Different countries appear to have their own rules gov- 
erning the shapes of their Street lamps, making this another 
productive theme when you are travelling. Older Street 
lamps often have attractive shapes and offer an interesting 
contrast to more modern forms. You can use this contrast 
within a series or simply stick to one type or the other. Apart 
from the very few occasions when artificial light adds 
unusual detail to a daylight scene, it is the shapes of Street 
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About the Photos 

Dusk ¡s by far the best time of day to take moody images of 
lit Street lamps, as ¡llustrated by photos #i, 6 ,7, and 10. Pho¬ 
tos #2, 3, 4 5 , 8 , and 12 inelude several lighting variations, 
with compositions varying from a single point to a group of 
five Street lamps. The shadow lamps ¡n #9 and #11 are an 
interesting variation on the basic theme. 
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14 Light and Shade 

Opposites United 



Subjects with obvious shadows provide a great opportu- 
nity to visualize the presence of light. 

As long as a light source isn't part of the subject itself, it 
remains anonymous. However, our everyday experience of 
our surroundings, together with unusual color casts, make 
it possible for us to "recognize" a light source that is not 
actually visible in an image. Daylight analog film and appro- 
priately adjusted digital cameras produce images without 
color casts, but as soon as a mixed or artificial light source is 
used, we see the difference it causes in the colors we see. 


Light that comes from the side or that strikes a surface 
obliguely emphasizes bumps and textures, making the sur- 
face appear more tactile and alive. 

Morning and evening shadows are longer and often 
more interesting.There are three main categories of shadow 
images: those that inelude the object that is throwing the 
shadow, those that inelude only part of the source of the 
shadow, and those in which the shadow's source is outside 
the frame.The first two types can produce surprising shad¬ 
ows, but it is usually clear what the subject is and how it is 









CHAPTER14 


Light and Shade 


55 



being lit. Images ¡n the third category, ¡n which external 
shadows are superimposed on other objects, often raise 
guestions about the source of the shadows, making them 
more ¡nteresting and abstract. 

The viewer's expectations regarding the shape of a 
shadow are usually confirmed ¡n images in which an object 
and its shadow are both visible, although longer shadows 
and distortions can produce an optical surprise or two. 
Shadows are often shaped differently from their sources, 
and small subjects can produce surprisingly large shadows. 


Conversely, if the sun is high in the sky, shadows often 
appear to be compressed. Sometimes, shadows can take 
on strange forms that make it impossible to tell which 
object produced them, especiaIly if the image contains no 
reference to the object itself. Shadow shots don't usually 
require shutter speed corrections, but if shadows cover a 
majority of the frame, it can be necessary to use slight neg- 
ative exposure compensation to ensure that you don't lose 
highlight detail. 
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About the Photos 

Shadows are best defined ¡f they are photographed against 
plain, single-color backgrounds. Photos #4 9, and 10 con- 
taln shadows that confirm our expectations, while the sha¬ 
dows in #2 and #3 show interesting deformations. Photos 
#5, 6, 7, and 12 contaln obvlous clues to the source of their 
shadows, while #1 ineludes a shadow that is purely abstract. 
Backlit subjeets, like the one in #8, reguire positive exposure 
compensation. Photo #11 is an example of the photogra- 
pher's own shadow becoming the subject of the photo. 
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15 PalmTrees 

A Symbol of Warmth 



Trees and forests are themes that appeal not only to nature- 
lovers. Firs, beech trees, willows, poplars, and especially 
palm trees all have shapes that produce ¡nstantly recogniz- 
able shadows. Palm trees are also a distinctive symbol of 
warm climates and consequently symbolize vacations and 
holiday feelings.The stem of a palm tree ¡s ¡ts domlnantfea- 
ture, usually dlvldlng the frame elther verileaIly or dlago- 
nally. The Individual fronds grow ¡n a star shape from the 
centre of the tree's crown, and thelr tips produce a pleasing 
circular shape. 


The leaves of a palm tree form a point ¡f photographed 
from a distance, and the viewer's mind will instinctlvely 
form lines and shapes withln image ¡f it contalns múltiple 
polnts. Lines, subsidiary lines, and división of lines are 
important aspects of composition ¡n photos of palm trees. 
The central rib is the main visual component of palm fronds, 
and broad subsidiary Unes that create their own shapes are 
formed on both sides of ¡t by the leaves. Shadows (or 
shadow details) of palm trees also combine múltiple lines 
to form their own shapes. 
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It ¡s often difñcult to quickly find the position and com- 
position that most effectively portray a subject, and keen 
photographers seldom take just one picture oía motif.The 
final decisión regarding which image really is the"best"in a 
sequence is made later. Digital technology has shortened 
these delays to a matter of seconds, although camera dis- 
plays are seldom of high enough quality to allow proper 
decisions concerning image quality. Taking along a "digital 
darkroom"(¡.e. / a notebookComputer) will help you to make 
informed decisions. If you shoot enough high-quality 


¡mages, you can always divide them into additional sub- 
themes later. 

In the case of analog photos, a significa nt period of time 
usually passes between shooting and image selection. For 
slides, a light table or projector may be used for later view- 
ing. Contact sheets or small prints perform the same func- 
tion for images made from negatives. 
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About the Photos 

The silhouettes ¡n #12 and #13 and the shadows ¡n #5 and 
#11 all have formal charm, while photos #6, 7, 8, and 10 all 
¡nclude some of the subject's surroundings, creating truly 
colorful ¡mages. Photos #3 and #4 show ¡ndirect portrayals 
of palm trees ¡n the form of reflections. Wide-angle shots, 
like #1 and #9, ¡nclude a number of contrastlng formal ele- 
ments. Image #2 tells a simple story about tree mainte- 
nance at a hollday resort. 
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16 Cacti 


Fascinating Plants with Built-in Defenses 



Nature ¡s a muí tifa ceted subject that often gives rise to 
excellent single ¡mages, but you will need a strong overall 
concept if you want to produce an effective photo series 
using a natural subject. Simple images of flowers and plants 
are only usually of documentary valué and are not effective 
serial subjects. Large-scale views—for example, of Dutch 
tulip fields—or small-scale macro views are much better 
suited to serial use. Both of these approaches make familiar 
subjects more abstract and encourage the viewer to take a 
second look. 


In order to take high-quality macro photos, you will 
need to use a special lens and a tripod. Backlit leaf veins 
that are photographed without betraying the overall shape 
of the leaf make particularly interesting photos. Close-ups 
of tree bark are also a great source of abstract shapes and 
colors. Cacti and other succulents can usually only be found 
in greenhouses or on windowsills in much of the world. 
Cacti originally come from North and South America and 
boast an estimated 3,000 species and 220 genera, making 
them, along with orchids, one of the most diverse families 
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of plants on Earth. Cacti have been cultivated as indoor 
plants since the i7th century and have been mass-bred for 
about the last 100 years, making them affordable for every- 


one 
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About the Photos 

Greenhouses are a good place to see giant cacti like the 
ones in photo #1. Cacti that are kept behind glass in botan- 
ical gardens also make good subjects, as shown by photo 
# 3 . At appropriate room temperatures, cacti can even thrive 
behind glass in northern Europe (# 6 ) or in central Europe 
(#12). In Southern Europe (and especially on the Canary 
Islands), cacti are an integral part of most landscapes and 
gardens, ¡llustrated by photos #2,4 5, 7 , ii ; and 14 lt is only 
rarely that photos of cacti display colors other than green, 


but the shapes of the cacti themselves (#9) or other ele- 
ments of the immediate surroundings (#10) sometimes 
prove that exceptions confirm the rule. Cactus blooms or 
fruit, as in # 8 , also provide a different take on the same 
theme. Some people even use cacti as living (de)fences 
(#13). 
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17 Views Through Buildings 

Near and Far in a Single Image 



Creators of visual media have always struggled with the 
problem of how to portray the three-dimensional world in 
two dimensions. Today, perspective ¡s a widely understood 
phenomenon, but it took hundreds of years for artists to 
come to terms with the laws of perspective and to use 
them effectively in their work. Painters have to learn how to 
inelude perspective in their paintings, while a photogra- 
pher's lens automatically captures the perspective of the 
scene it is aimed at. The precisión of photographic repro- 
duction is unforgiving, and photos will always betray the 


careless use of a camera. Every slight tip or jog will be cap- 
tured in the form of converging lines or distortion. If you 
intend to produce realistic-looking photos, you will need to 
take great care when you are using your camera, especiaIly 
if you are shooting with a wide-angle lens. 

In the field of subjective photography, there are no lim- 
its to how we can use technical and compositional tools to 
achieve our goals. Significant camera tipping while using 
wide-angle lenses emphasizes converging lines and increa- 
ses the feeling of depth and space in the resulting image. 
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Alongside perspective, views past and through buildings 
are an effective tool for accentuating the spatial relations 
within a scene. This simple device divides an image into 
easily recognizable sections that are both nearby and 
distant, thus providing an additional sense of depth. Such 
views can be dlrected forward or upward. If they occur 
through openingsfrom darkto lightor on otherwlse homo- 
genous surfaces, they automatlcally dlrect the viewer's 
attentlon to the details in the background. If the foreground 


also contalns ¡nterestlng details, ¡t will compete for atten- 
tion with the background view. 

Another way to emphasize near and far ¡s to use the 
contrast between cool and warm colors. This contrast is 
more conceptual than rational. Active, warm red and 
orange tones positively attract the viewer and produce a 
feeling of closeness. If the background is a cool, blue/green 
color, the positive effect of the warm foreground will be 
¡ncreased. Monochrome black-and-white tones have simi- 
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lar effects, with white belonging to the spectrum of cool 
colors and black producing a feeling of warmth. 

You can change the apparent breadth or depth of a 
view through a building by changing your position, and 
you can often produce very different ¡mages of the same 
subject simply by using a different lens or rotating the cam¬ 
era from landscape to portrait format. The light at different 
times of day also plays a significant role ¡n the overall lookof 
an image. 
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About the Photos 

ln photos # 3 , 4 and 6 , dark foregrounds ¡mmediately 
emphasize the background detail. In photos #i, 2, and 5, 
strong foreground colors and bright ¡mage areas attract the 
viewer's attention before the eye perceives any background 
detail. Photos #7, 8 ,9,12, and 13 all contain strongly compet- 
ing background and foreground elements. Wide-angle 
lenses help to emphasize foregrounds, while a careful 
choice of camera position (#10 and #11) makes it possible to 
photograph through the narrowest of gaps. 
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18 People Photographed from Behind 

Trouble-free Portraits 



At one time or another, photojournalists who shoot for 
newspapers, magazlnes, or books have to make contact 
with people and take photos of them. While many people 
llke to see plctures of themselves ¡n prlnt, ¡t ¡s nevertheless 
advlsable to get your subject to slgn a model release form 
before publlshlng. While professlonal photographers take 
plctures of people on a dally basls, even maklng eye con¬ 
tact wlth strangers ¡s a slgnlficant emotional hurdlefor most 
amateurs.Taklng photos unobserved from a dlstance uslng 
a telephoto lens ¡s one solutlon to thls problem, but Intro¬ 


duces the ¡ssue of photographlng people wlthout thelr 
permlsslon. Obvlous eye contact between photographer 
and subject ¡s often seen as the subject glvlng permlsslon 
to shoot, whereas if you photograph a person unobserved, 
you are ¡n danger of vlolatlng thelr personal rlghts. 

But there ¡s another way to ¡nclude strangers ¡n your 
photos. People of all ages are only ¡ndivldually recognlzable 
¡f you can see thelr faces. Sllhouettes and head-on shots or 
profiles photographed from behind make human subjects 
anonymous, while halr and clothlng glve us clues about a 
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person's sex, age, and occupation. Photos of people looking 
¡nto the distance introduce elements of scale and depth 
into an ¡mage, but positive and negative shapes are always 
the main compositional elements of"back portraits". The 
figure itself is obviously the main subject, emphasized by 
the bright/dark contrast between the subject and the back- 
ground.This effect also automatically transforms the rest of 
the ¡mage into a negative shape. If you photograph your 
subject from cióse up using a wide-angle lens, you will usu- 


ally be able to capture sharp background detail. If you use a 
longer lens, the background will remain blurred. 

You can take pictures of people who are moving from 
behind too, although movement makes it more difñcult to 
position your subject accurately within the frame. If you are 
shooting with a fixed focal length lens, you will have to 
move at the same speed as your subject to get your shot. If 
you are using a zoom lens, you might not have to move 
yourself, but you will nevertheless have to decide quickly 
which is the best moment to release the shutter. You can 
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only really work at your own speed ¡f you are photograph- 
¡ng people who are waltlng, readlng, or who are themselves 
observing other events. Colors will play a greater role ¡n 
¡mages ¡n which your subject ¡s frontally lit, whlle backllt 
subjects are often silhouetted agalnst the background. If 
you take pictures of people through textured glass, their 
appearance ¡s not just anonymous, but also abstract. 
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About the Photos 

People often stand still for long periods of time on ships 
(#2) or at viewpoints (#1, 3 and 4) while they observe their 
surroundings or just gaze ¡nto the distance. FestivaIs also 
provide great opportunities for back portraits, as shown in 
#7 and # 8 . Interesting newspaper articles or other surprises 
often cause people to stop ¡n their tracks, as in photos #5, 6 , 
and 13.The silhouettes in #11 and #12 are in stark contrast to 
the sky, while the textured glass ¡n #10 blurs the contours in 
the image almost entirely. Photo #9 is an example of the 


curlous sltuatlons that you can often capture at pedestrian 
crosslngs. 
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19 Dolls and Mannequins 

People-shaped Toys and Ornaments 



The earliest paintings and sculptures made by humans 
were of the animáis they hunted. Since the first handprints 
and abstract stick figures were made, every civilized society 
has produced its own two- and three-dimensional repre- 
sentations of the human body, fertility symbols, and gods. 
For hundreds of years, creating images of people was the 
preserve of artists commissioned either by the rulers of the 
time or the church. It is only recently that society has devel- 
oped sufñciently to allow every free-thinking artist to cré¬ 


ate the broad range of figurative images that we now take 
for granted. 

Accurate representations of the human figure can be 
found in wax museums or the Windows of countless stores 
all over the world.The manneguin theme provides oppor- 
tunities to photograph interesting details and also has a 
surreal aspect all its own. Reflections in store Windows allow 
you to seamlessly combine indoor and outdoor scenes. 
Twenty or thirty years ago, displaying "naked"store manne- 
guins was punishable by law—nowadays, nobody gives an 
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unclothed mannequin a second glance. Most figurative 
works, and especially sculptures, are created to last"forever" 
and are made of durable materials such as marble, bronze, 
and, more recently, plástic.The ¡ce and sand sculpture com- 
petltlons that have galned popularlty ¡n recent years delib- 
erately introduce an element of translence, maklng photo- 
graphs the Ideal form of documentaron for thls type of 
subject. 

Dolls have also contlnually evolved over the years ¡n 
thelr dual roles as collectables or toys. Dolls and dolí parts 


can often be bought cheaply at flea markets, but can also 
fetch significant sums at auctlon. Dayllght shots of dolls do 
not present any problems relatlng to color temperature, 
but mannequins are often located under mixed light 
sources during the day and are illuminated by artificial light 
at night. Warm artificial light lacks a blue component, lead- 
ing to strong yellow/orange color casts if you shoot on day- 
light film at night without a blue filter. Digital cameras usu- 
ally have both an automatic white balance feature and a 
manual color temperature setting option. 
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About the Photos 

Dolls are often displayed decoratlvely at markets and in 
antlques stores, as shown ¡n #1 and #2. Baby dolls are often 
well-loved, but just as often abandoned, as shown by #3 
and #5. Photo #4 shows a shoe shop ¡n which chlldren's 
shoes are modelled by life-sized dolls. 

Varlatlons on headless, armless, and even legless man- 
nequlns are shown in photos # 6 , 7, io, and 12. The warm 
tones in #11 were produced by the evenlng sun, while the 
yellow cast ¡n #9 was produced by the artificial llght used to 


¡Ilumínate the store wlndow. Photos #7, 8 , 9 , and 13 are proof 
that unclothed mannequins no longer cause trouble for 
store owners. 
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20 Shoes and Gloves 

Between Luxury and Necessity 



Life without shoes is inconceivable for most people. On a 
beach or at a swimming pool are two of the rare occasions 
when we willingly go without footwear. Originally con- 
ceived to protect our feet, shoes have developed over the 
centuries into designer objects of desire and specialized 
Ítems of clothing that cater to every imaginable use. A lot of 
effort is made to display and sell shoes, making them a per- 
fect subject for a photo series. Shoes are photographed sin- 
gly and in close-up for catalogs, but here, we are more 


interested in capturing realistic, everyday views of shoes on 
display. 

Shoes also present a photographer with interesting ele- 
ments of shape and color design. Shoes generally fall into 
the compositional category of"points within a shape,"just 
like all other objects that are themselves small but which 
are photographed against large backgrounds. Shoes often 
appear in pairs, transforming a single point into a multi- 
point image element. In store window displays, these 
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múltiple points form the basic elements of a pattern that 
can fill the entire frame. 

The same is true for displays of gloves. Gloves and shoes 
are only complete if they appear in pairs. Single lost shoes 
are relatively rare, while single lost gloves can be found 
often enough to justify a photo series of their own. Gloves 
can be hung out to dry, set aside at work, or worn as part of 
a costume or uniform—but always in the form of an idénti¬ 
ca I pair. Massed displays of gloves are rare outside of store 
Windows or in-store displays. 


Gloves and shoes are themes that you can photograph 
at home and abroad, and observant photographers are 
sure to find related subthemes, such as gloves and shoes 
used for advertising or other, similar purposes. 
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About the Photos 

Singe pairs of shoes or gloves photographed agalnst a large 
background automatlcally become the dominant polnt 
wlthin the frame, as shown in photos #2, 6 , 7, and 8 . Points 
that lie cióse together produce imaglnary Unes, even ¡f the 
shapes and colors of the objects are not identical. In photo 
#i, a single shoe ¡n various colors forms such a Une, whlle in 
# 3 , the similar colors of the two dlfferent models are the 
common factor. In photo #4 the yellow and orange boots 
reflect only hlghllghts, while the black boots reflect the 


blue of the sky and the colors of other nearby objects. 
Photo #5 shows how closely-packed shoes can form an 
overall pattern independent of the look of the Individual 
shoes.The gloves and the backgrounds in #9 and #10 com¬ 
pete for the viewer's attentlon, while #11 and #12 show 
gloves that form subsidlary, overrlding patterns. 
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Part2 

Serial Photography 
and Design Theory 


Every finished photo adheres to the simple rule: No image 
can have meanlngful contení ¡f ¡t isn't carefully composed. 
Consldered use of polnt, Une, and shape are necessary ¡fyou 
want to portray a subject successfully. You can apply these 
design elements as mlnimalistlcally as you llke, and a single 
polnt on a surface or a single horizontal line stretchlng from 
edge to edge of the frame ¡s often sufñcient to give an 
image substance. ArtísticaIly applied contrast can make 
¡mages wlth vlrtually no contení nevertheless appear vlsu- 
ally ¡nterestlng. 

Formal elements oían image can also play a slgnlficant 
optlcal role, and can even form parí oía picture's message. 
Repeat patterns are the maln defining formal element, mak- 
¡ng a photo series the ideal format for thls type of experl- 
ment. For example, a single polnt placed ¡n the center of 
the frame can form the basls of a photo serles, ¡ndependent 
of what the polnt actual ly portrays. Our "Doubllng Up" and 
"Triples"themes offer potentlal for expresslng visual humor, 
and are based on the simple repetition of two or three main 
polnts or the presence of two or three objects. The actual 
subjects vary widely, helping to keep the work ¡nterestlng 
for the vlewer. 


Thls multisubject approach also encourages the vlewer 
to look for differences or commonallties among the sub¬ 
jects. Every viewer automatically becomes the judge of an 
Image, although an objectlve judgement ¡s ¡mposslble. A 
vlewer wlll reactto and subjectlvelyjudge an Image accord- 
¡ng to accumulated knowledge and a speclfic level of Inter¬ 
eso In order to judge the guallty of an ¡mage's composltlon, 
you wlll need thorough knowledge of design theory and 
how ¡t can be applied to create balance ¡n an image. 

Every image creation technigue, whether drawing, 
palntlng, or digital or analog photography, regulres a cer- 
taln level of knowledge and technlcal sklll ¡f ¡t ¡s to be car- 
rled out successfully. Crltlcal appreclatlon of an Image 
reguires the critic to have foreknowledge of the technigues 
¡nvolved ¡n ¡ts creation. As previously mentloned, a success- 
ful photo series doesn't have to consist exclusively of per- 
fect ¡mages, but ¡t shouldn't contain basic errors such as 
unlntentlonally cropped objects or dlstractlng blemlshes. 
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21 Doubling Up 

Born of Nature and Necessity—Often Witty and Inventive 



If a design element ¡s to function as a "point," ¡t needs to 
contrast with ¡ts surroundings. A small light, dark, or col- 
ored object contrasts either with the size, color, or bright- 
ness of the background it is portrayed against. A formal 
point element doesn't have to be round or have a smooth 
edge—a point is any small object that is clearly separated 
from its surroundings. Small shapes thus take on point char- 
acteristics, even if they are considered by the viewer to be 
ordinary, everyday objects. 


Although it represents stillness and calm, a single point 
can nevertheless domínate a much larger surface.Two sim¬ 
ilar sized (or colored) points introduce discord ¡nto a com- 
position.The viewer's eye swings between the two points 
and feels compelled to decide which ¡s more important. 
Two points are alwaysjoined by a straight line, as we always 
choose the ópticaIly shortest distance when we create 
imaginary connections.The main characteristics or implicit 
humor of a double subject usual ly only become obvious 
when ¡t is photographed to fill the frame. Some subjects, 
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such as gloves, shoes, eyeglasses, arms, legs, or eyes come 
naturally ¡n pairs, but subjects that are accidentally con- 
joined surprise and amuse us. Identical shapes and colors, 
or identical objects with differing colors, encourage us to 
take a closer look. Collections of images that deal with múl¬ 
tiple subjects are often colorful and pleasingly mlxed, whlle 
collections that concéntrate on a single motif, such as bridal 
couples, twins, feet, or double doors, tend to take on a more 
documentary character. 
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About the Photos 

Objects that are photographed to appear small ¡n relation 
to the background are nevertheless usually seen as the sub- 
ject of the ¡mage and not as a point on a surface, as demon- 
strated by the two sunshades ¡n photo #1 or the two pad- 
locks ¡n photo #11. Photos #3 and #6 show obvious color 
differences between otherwise ¡dentical objects, whereas 
the ¡dentical form and color of the two paint buckets ¡n #12 
fuse them ¡nto a single visual unit. Finer differences are pro- 
vided by the paint brush and the mixing stick, or the handle 
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on the right-hand bucket. Photos #2,4 and 5 are examples number of different versions of a scene and to select your 

of twin subjects that are rotated and mirrored. Some dou- best shot later. 

ble subjects have their own individual double characteris- 

tics, such as the two tires in #1, the legs of each pair of jeans 

in #7, or the legs of the store window mannequins in #10. 

Two identical red lines drawn through the figures in #8 
draw attention to the local dress code. The shoes in #9 are 
a genuine pair, photographed at a fairy-tale theme park. 

Choosing the right size for pairs of points on a surface is a 
matter of experience, and it is often a good idea to shoot a 
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22 Triples 

The Same, but Different 



People have always been fascinated by speciaI numbers 
and múltiple objects: absolute uniqueness, twins, triplets, 
or the maglc of a perfect square are just some examples. 
Wlthout objects to relate them to, numbers can be emo- 
tlonally perceived as lucky or unlucky, but at the same time 
can just as easily serve the rational logic of mathematics. 

Three points within an image can have different visual 
effects, depending on how they are arranged. They can 
form imaginary vertical, horizontal, or diagonal lines, but if 
one of the three points is positioned away from the line, 


they immediately form a triangle whose connecting lines 
are also imaginary. 

A triangle is the most active of the basic geometric 
forms and indicates movement in three directions at once. 
The effect of an imaginary or a real triangle is stronger if one 
of its sides lies paral leí to the edge of the image frame. 
Whether three similar objects actually belong together 
depends on either necessity or chance. The three legs of a 
tripod, a stool, or a concert piano are born of necessity, and 
ensure that the object in question remains stable, although 
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three points don't guarantee that the object will remain 
parallel to the ground. 

Some objects, such as tricycles, triangles, or tridents 
already inelude the Latín prefix "trl-" (meaning "three") ¡n 
their ñames. A cloverleaf is the best-known triple object in 
nature, but ¡t also proves that the number three ¡s not abso- 
lute. Just as clover can have four or even five leaves, an 
observer can also imagine other triple objects in larger or 
smaller numbers. Three objects arranged on a surface are 
immediately recognizable as such without having to count 


them, ¡rrespectlve of whether they are the same color or 
the same slze. 
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About the Photos 

Images that make a clear statement don't need captions. 
Once you have seen that they contain three similar objects, 
you can inspect their subtleties and differences at leisure. 
Photos #3, 4 ii, and 12 are the ones that contain the small- 
est differences between the objects, although the left-hand 
lifesaver strikes the viewer immediately because it is rotated. 
Photos #2, 7, and 8 contain differences ¡n color or labeling, 
while #5,9,10, and 14 show obvious differences in the basic 
shapes of the objects. Photo #1 unites double and triple 


motifs, with its two handrails, two lamps, two plant pots, 
and three doors, while photo #6 takes the prize with its 
three sets of three objects. Photo #13 shows a more surreal, 
humorous approach to the theme. 
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23 Semicirdes and Circles 

Calm and Harmonious 



Along with squares and triangles, circles form the baslc 
"shape"elements of design.These shapes, along with other 
geometric shapes such as ovals, rectangles, and trapezia, 
form the basis of the sheer endless number of shapes a 
photographer can use in a composition. Ideally, image con¬ 
tení will be emphasized by the elements of design an 
¡mage contains.The contrast between different shapes can 
be accentuated by differences between dark and light and 
also between contrasting colors. Contrast can also exist 
between different freeform and/or geometric shapes. Cir¬ 


cles that form part of a rectangular composition cause 
problems due to the empty spaces (or "negative forms") 
surrounding them. The most pleasing way to compose a 
conventional image containing a circle is to place it within 
a square. A circle placed within a 2:3 rectangle (the same 
format as a 35mm film frame) leaves a third of the surround¬ 
ing surface area "empty". If you compose such an image in 
landscape format, it helps to place the circle in the center of 
the frame. The remaining "negative" space ¡s then distrib- 
uted evenly to the left and to the right of the main subject, 
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and avoids producing an unbalanced overall look. If you are 
shooting a circular subject in portrait format, shifting the 
circle slightly upward helps to keep the overall composltlon 
looking balanced. A circle that is positioned near the lower 
edge of the frame tends to look as if it is sinking toward the 
bottom of the image. 

A circle has an intrinsically balanced shape that an 
observer automatically sees in its entirety, even if it is not 
completely visible within the frame. A circle that filis the 
entire width of a rectangular frame has to be cropped along 


at least one side, although experience and the remaining 
are help the viewer to complete the imaginary circle any- 
way. If you want to inelude two or more circles in a single 
frame, it is virtually impossible to avoid overlapping them. 
These implied "in front"and "behind" aspeets produce an 
additional feeling of depth in two-dimensional images. 
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About the Photos 

A sphere ¡s a three-dimensional circle. Spherical objects 
such as balls, balloons, or melons are easy to recognize, 
whereas help ¡n the form of light and shadow ¡s reguired to 
help us recognize abstract subjects like the one in photo #1. 
Overlaps and crops are unavoidable in images that contain 
múltiple circles or spheres, like photos # 6 , 8 , 9, 10, and 11. 
Photos #3 and #12 show single, centrally-placed circles, 
while the circle in #7 is positioned toward the top of the 
frame. Although they are heavily cropped, the wheels in #4 


are ¡nstantly recognizable.The horizontal circle ¡n image #12 
was photographed at a slant, creating an oval ¡mpression. 
Photos #2 and #5 show that real semicircles do exist along- 
side those that are made using Creative cropping. 
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24 Lines and Stripes 

Dynamic Movements Within the Frame 



A point that moves forms a line, creating movement ¡n an 
otherwise static object. Painters and ¡llustrators move pen- 
cils and brushes to create lines. You can use your camera to 
document existing lines, or you can create lines photo- 
graphically by using long shutter speeds and camera move¬ 
ment to bring static points to life. A long shutter speed with 
a fixed camera can capture the lines produced by moving 
points. Both of these technigues embody a slightly random 
approach to image composition, and you can only keep 
complete control of your composition if you document 


existing subjects. Lines only make sense as a serial theme if 
they are múltiple. Múltiple lines then form theartisticdesign 
elements "lines," "accompanying lines," and "linear contrast." 
The movements created by lines within a frame can be ver¬ 
tical, horizontal, or diagonal. 

Stripes lie somewhere between shapes and lines in 
their compositional significance. A stripe is broader than a 
line but nevertheless has length that preeludes it being 
seen as a surface with an implicit shape. Stripes, too, are 
most effective when compounded. Two parallel lines or 
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stripes represent the contrast between two colors. This 
contrast between light and dark is most effective when it 
filis the greatest possible space within the frame, producing 
a constant rhythm and a calm overall feel. Contrast between 
múltiple colors causes the viewer to search for similar colors 
and distracts the eye from the rhythm of the stripes. Che- 
ckerboard patterns created by múltiple shadows make very 
interesting photos that are characterized by the slowly 
changing interplay between light and dark lines. 
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About the Photos 

Photos #3, 6 , 7, and io show measured interplay between 
single colors and black or white, while #12 and #14 show 
contrast between two dlfferent colors. The múltiple colors 
¡n photos #4, 5, and 8 immediately attract the viewer's 
attention, although the broad stripes on the garage door 
don't adhere to a recognizable pattern. Photos #5 and #8 
contaln colors that are mirrored from the horizontal and 
vertical center lines. In # 8 , the real and imaginary optical 
lines are underscored by the lines formed by rivets. The 


gaps between the neón tubes ¡n #9 appear as physical 
stripes. While horizontal and vertical lines produce calm, 
balanced ¡mages, photos #i, 2, and 11 are examples of the 
heightened tensión produced by diagonal and slanted 
lines. In these images, the active diagonals produce a 
dynamic that exceeds that of the subject ¡tself. The light 
and shade effects in #13 are much stronger than the effect 
of the fence, which is the ¡ntended subject of the image. 
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25 Checkered Patterns 

Large, Small, Static, and Dynamic Squares 



Regardless of the médium used to record it, an image is 
always first perceived on a rational level according to its 
content. This initial reaction is followed by an emotional 
reaction to the recognized subject, and then by analysis of 
the formal and artistic qualities of the image itself. Design 
theory and color theory intersect at various points. 

The basic triangle, square and circle shapes are per¬ 
ceived not only according to their color, but also according 
to certain characteristics. The imaginary movements pro- 
duced by triangles make them the most active of the three 


and cause them to be associated with shades of yellow.The 
omnidirectionally calm shape of a circle is considered to be 
"bluefthe color of the far distance. Squares are often con¬ 
sidered to be the immovable, level foundation on which all 
other forms are built. This "inner peace" is associated with 
strong, puré red. A square design element can be more uni- 
versally used than a triangle or a circle, which are seldom 
used as a basic image format. Square (i.e., 1:1) images have 
an innate calm, but lack tensión, creating other types of 
compositional problems. Taken to extremes, a rectangle's 
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own inner tensión, caused by the unequal lengths of its 
sides, can actually distract a viewer from other ¡nadequa- 
cies in an image. In contrast, a square image unforgivingly 
emphasizes every little error it contains. A square balanced 
on one comer can surprise the viewer—a 45-degree rota- 
tion turns a calm, static square into a dynamic, active shape 
with implied movement in all directions.This characteristic 
underscores the fact that a square can be divided into as 
many as four triangles using simple straight lines. 
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About the Photos 

Rows or blocks of squares can have static or dynamic effects, 
depending on how they are arranged and how they are 
viewed. Even static sguares take on a trapezoidal form if 
viewed at a slant. Photos #6 and #7 show múltiple squares 
arranged statically. Photo #2 displays a mixture of static 
checks and shadow-based dynamism.The classic checker- 
board look in #4 and #5 allows us to overlook the slight dis- 
tortion in the individual squares. Large areas are often 


divided up into smaller squares by the wood or metal bars 
in Windows and roofs. 

When a large number of small squares are arranged 
next to each other, the result is a checkor harlequin pattern 
that can, in turn, be distorted by the camera angle (as dem- 
onstrated by #1 and #10). The steps in #9 are made from 
contrasting squares and rectangles.The dynamic effect of a 
square tipped onto its córner is shown in #3 and its use in 
classical architecture in # 8 .The goal net in #11 is accurately 
knotted but less precisely hung. 
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Part 3 

Serial Photography 
and Color Theory 


Images need to have a common factor—or "bracket"—¡f 
they are to work as a series. With a little forethought and 
careful prepararon, a series can be united by múltiple 
brackets. For example, if you select images with different 
subthemes that have the color red as their common theme, 
"red" rema i ns the only common factor. If, however, you con¬ 
céntrate on shooting details of red cars, you have two 
nested brackets, namely: "red" and "cars." If you then further 
refine your subject selection to include only red cars photo- 
graphed in the rain, your brackets become even more 
nested. 

All puré primary and secondary colors are suitable 
themes for a photo series, although, for instance, it can be 
guite difñcult to find a sufñcient number of purely violet 
subjects. But color theory offers other approaches to formu- 
lating a series. Contrast between colors can be loud and 
direct or subtle and muted.The more guickly the theme can 
be recognized, the more effective a photo series will be, 
making bright colors the obvious choice. Three different, 
bright colors provide the highest levels of contrast, and the 
three primary colors—red, yellow, and blue—are the loud- 
est and most cheerful. Contrast increases with the ¡ntroduc- 
tion of every new color until the choice of puré colors is 
exhausted and we are faced with another familiar subject: 
the visible spectrum. 


Color theory also deais with the contrast between light 
and dark, which is particularly effective when monochro- 
matic black or white tones are combined with brighter col¬ 
ors. Complementary colors—i.e., colors that lie at opposite 
sides of the spectral color circle—also produce high levels 
of contrast that are suitable for use in serial photos. Red/ 
green is a familiar complementary pair, while other, less 
common pairs, such as yellow/violet, are more difñcult to 
find. Cold/warm contrasts are generaIly too complex to 
make a theme of their own, but are nevertheless present 
when two contrasting colors appear in a composition.The 
overall effect of any image is a result of the sum of the con¬ 
trasts present in it, whereby muted contrasts are always of 
secondary importance to strident, primary contrasts. 
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26 The Color Blue 

(Nearly) Everyone's Favorite Color 



ln addition to their traditional divisions ¡nto active and pas- 
slve, warm and coid, or llght and dark tones, colors can also 
be used to create moods. People like different colors for dlf- 
ferent reasons, but surveys have shown that most people 
prefer blue to red. Looklng at the sky ¡s therefore, theoretl- 
cally, a calmlng thing to do. In practice, we rarely look 
straight up at the sky, and we usually register the sky 
together with nature's green tones. The contrast between 
green and blue is one of the most common we know, ¡n 
splte of the fact that blue (a prlmary color) and green (a sec- 


ondary color) lie very cióse to each other ¡n the color circle. 
Juxtaposed blue and green tones muddy each other, and 
blue tones can have a green cast just as easlly as green 
tones can have a blue cast. 

Puré green and puré blue are posltloned next to cyan ¡n 
the 12-sector color circle and thus belong to the cool colors 
of the spectrum. Cyan is also known as "¡ce blue", which ¡s 
the coolest of the puré colors. Cooler colors are unobtrusive 
and are often used to symbollze dlstance. Generally, brightly 
llt colors are percelved as cool, while shaded or subdued 
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colors are perceived as warm. If you are familiar with color 
theory and your own sensitivlty to colors, you will find that 
you even react to cold/warm nuances that exlst between 
dlfferent tones of a single color. If small amounts of warm 
colors are present ¡n an ¡mage that ¡s composed malnly 
using cooler tones, the contrast between the sizes of the 
dlfferent colored areas will play a role in the overall feel of 
the image. 

You can use cold/warm contrasts to great effect ¡n a 
photo serles or a sllde show. Followlng a seguence of cool 


images with an emphatically warm ¡mage has a very pleas- 
¡ng effect on the vlewer. The converse, i.e., following warm 
images with cooler ones, ¡s just as effective. Exhibltlons and 
magazlne layouts often dellberately use color contrasts to 
¡nfluence the vlewer's feellngs. 
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About the Photos 

Ifan ¡mage ¡sto be part ofa /, blue"series, othercolors should 
only appear in small amounts. Photos #i, 2,4 and 11 inelude 
small elements of color and shape that nevertheless play a 
significant role in the overall composition. Photos #3 and 
#10 contain extremely small colored counterpoints distrib- 
uted over the entire image. The lines in #5 and #9 form 
shapes that compete for attention with the blue that is the 
actual subject. 


If possible, always photograph your subject at various 
times of day. Early morning sun and evening sun, with low 
Kelvin valúes, give images a warmer look if they are shot 
using daylight film or daylight color temperature settings. 
Photos #4 5 , 6 , 7, 8 , and 9 were all shot at a holiday resort 
where the buildings were all painted the same color. The 
differences in basic ¡mage tone are due to the changes ¡n 
light that took place during the course of the day. 
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27 Colors and Non-Colors 

Active Red—Paired with the Opposing Poles of Black and White 



Ever since the invention of the photographic médium, pho- 
tos have been either color or black-and-white. Color theory 
does not distinguish between the two and ineludes black, 
white, and gray in the spectrum of visible colors, albeit in 
the special form of monochromatic colors.The word "color- 
ful" is often used by untrained observers to describe pie- 
tures in a deprecating fashion. Color theory uses the word 
"colorful" to distinguish between achromatic black, white, 
and gray tones and"real"chromatic colors.The correct term 


for a collection of colors that don't harmonize is, "non- 
systematic chromaticity". 

A painterchoosesthegualityand theamountofa color 
that is used in a painting, whereas the size and arrange- 
ment of colors and shapes in a photo can only be influ- 
enced by altering its composition. With the exception of 
delibérate under- or overexposure, the colors in a subject 
are determined by the structure of the subject itself. Black, 
white, and chromatic colors can be puré or mixed. Using 
white to lighten colors or black to darken them is a 
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well-known technique, while black and white themselves 
represent the extreme ends of the dark-to-light scale and 
can only be modified ¡n a single dlrection. 

White is often described as the "perfect color" and is 
very rarely associated with negative events or feelings. 
Physically speaking, white represents the sum of all the 
colors present ¡n the visible spectrum. White light can be 
separated into its component colors using a prlsm. A lack of 
light produces darkness—¡n other words, black. 


Red is the strongest and warmest chromatic color, and 
almost always conveys closeness. Blood and fire are the 
most fundamental human associations with the color red. 
The combination of black, white, and red has a strong visual 
effect, which is why this color combination is often found in 
warning signs. 
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About the Photos 

The strict use of a single color alongside black and white 
ensures that the photos are seen as belonglng to a serles. 
The composltlons dlffer only ¡n the amounts of each of the 
three colors they contaln. Red ¡s the domlnant factor ¡n 
photos #2,4 ii, and 12, whlle black has the upper hand ¡n #1, 
#5, and #6. Comparatively small amounts of red jostle for 
attention ¡n photos #i, 3, and 8, just llke the black Une ¡n #9. 
There are no formal limits to composition for a color-based 
theme llke thls one. 


Broad shapes are the dominant feature in photos #i, 2, 
411, and 12, whereas points and Unes are more significant ¡n 
#3, 5, 8, and 9. Photo #10 is dominated by a texture that is 
superlmposed on the entlre subject, whlle the contrasts 
between large, small, and different shades of red are what 
make #7 ¡nterestlng. 
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28 Complementary Colors: Red and Green 

Simultaneously Harmonious and Expressive 



Colors that are located near one another ¡n the color circle 
have similar effects and belong to specific color groups. An 
¡mage only becomes ¡nterestlng when the colors wlthln ¡t 
contrast wlth each other. Colors that lie on opposlte sldes 
of the color circle are known as complementary colors and 
have hlghly dlfferentlated tones.The most well-known and 
obvlous color pairings consist of one prlmary and one sec- 
ondary color. These are: red/green, blue/orange, and yel- 
low/vlolet. Complementary colors mutually boost each 
other's effects but need to remaln in proportlon to one 


another in order to be effectlve. The emphasis placed on 
each of the colors ¡s determlned by ¡ts grayscale valué. 
These valúes can nowadays be measured using machines, 
but nevertheless rely on a tralned eye and approprlate sklll 
if they are to be judged properly. Goethe's Theory of Colors, 
publlshed ¡n 1810, poslted harmonlc proportlons for com¬ 
plementary colors that are still valid today. Goethe felt that 
red and green relate to each other in proportions of i:i, 
while blue and orange harmonize at 2:1. He valued violet 
and yellow (with their significant difference in brightness) 



CHAPTER 28 


Complementary Colors: Red and Green 


115 



with 3:i.These valúes allow pairs of colors to enhance each 
other's effects while retaining balance wlthin an ¡mage. 
Conslstent harmony and balance can, however, have a 
slightly stuffy, uninterestlng effect. 

Complementary colors can also be used ¡n other, more 
expresslve quantltles.The strength of complementary color 
contrasts depends on the relatlve sizes of the colored areas 
wlthin an ¡mage, and you can change the sizes of the major 
shapes by adjusting your framing. Our instincts cause us 
to perceive harmonious color proportions as balanced. 


Whether the effects produced by other, more expressively 
proportioned colors are pleasing ¡s, of course, a completely 
subjective matter. 
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About the Photos 

A red/green contrast ¡s most harmonious ¡f an ¡mage con- 
tains the two colors ¡n egual parts and without too much 
light/dark contrast. We are capable of perceiving colors as 
balanced even ¡f they are dlstrlbuted among múltiple sur- 
faces wlthin the frame.While the areasof color ¡n photos #3, 
4 5, 8, ii, and 12 are predomlnantly contlguous, photos #6, 
7, and 9 show more fragmented coverage. 

Although red and green have the same grayscale val¬ 
úes, small amounts of red harmonize better with large 


amounts of green than small amounts of green harmonize 
with red. These differences are, however, subjective, and 
the opinions of artist and observer are often different in this 
respect. Not everyone will find the small red areas in photos 
#1 and #2 interesting or suspenseful.The green of the plant 
in #10 is unlikely to be perceived as an active color. 
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29 The Multicolored Spectrum 

A Wide Range of Colors Arranged Freely or Systematically 



ln order to ¡dentify objects, the human eye requires con¬ 
trast, which ¡s particularly strong between contrasting pri- 
mary colors. With the help of rainbows and prisims, we can 
visualize the other, secondary colors (green, orange, and 
vlolet) that make up whlte llght. Rainbows have a magical 
effect on people and have, over the centurles, been repeat- 
edly palnted and sculpted, both figuratlvely and abstractly. 

Prlmary colors cannot be created by mixing, but sec¬ 
ondary colors can be created by mixing two primary colors. 
Mixing blueandyellowgives us green,yellowand red make 


orange, and red and blue make violet. All six primary and 
secondary colors are easily identifiable, and distinguishable 
color contrast still exists in images that contain four, five, or 
even all six of them. However, the more colors an ¡mage 
contains, the greater ¡ts contrast between light and dark. 
Whether an image contains ordered or randomly arranged 
colors, yellow is the always most obvious color, and our 
subconscious instinctively looks for its opposite. If an image 
contains all the colors of the spectrum in equal amounts, 
three of the total of seven color contrasts will determine ¡ts 
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overall look. Overall color contrast ¡s the most obvious char- 
acteristic of an ¡rmage, followed by the light/dark contrast 
between yellow and violet and the cool/warm contrast 
between blue and red/orange tones. If they all appear 
together, these characteristics produce colorful, attention- 
grabbing ¡mages. 
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About the Photos 

Even ¡f the colors are not shown ¡n the correct order, photo 
#2 ¡IIustrates the way people like to copy nature's own semi¬ 
circular rainbow shape. It is often difñcult to capture entire 
rainbow pictures without using an ultra-wide-angle lens, 
but photos #3,5,7,9, io, and n show that a guarter-circle or 
even just a short are is sufñcient to conjure up the whole 
rainbow ¡n our mind's eye. Representations of the spectrum 
are usually painted in two dimensions. Photo #4 shows a 
three-dimensional spectrum created using projection, and 


#6 is a detail from a public sculpture made of large colored 
rings. 

A "colorist" approach to the use of colors produces no 
clear borders between individual colors, while"linear"use of 
colors clearly defines each color area. Photos #i, 4, and n 
show a colorist approach, while all the others are based on 
linear technigues. Spectra are usually (but not always) por- 
trayed using a systematic color order. Here, only #i and #12 
show a truly random color seguence. 
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30 Monochromatic Pastéis 

Light Colors and Color Groups 



Limiting the range of colors to a single tone or group of 
tones can glve an image a hlghly Individual look. Viewed 
singly, monochromatic images are often guite dull. How- 
ever, including them ¡n a series can inject life into otherwise 
muted photos. Compositions that inelude only one color or 
just a few closely related tones can often only be achieved 
using very tight framing. The range of monochromatic 
images ¡s not determined by the grayseale valué of the col¬ 
ors they contain, and so it ineludes all similar colors regard- 
less of the brightness (or darkness) of their base tones. 


A lightened color often crosses an undefined semantic 
border at which, for example,"light red"suddenly becomes 
"pink".The practice of lightening colors ¡s known as"fading 
to white" and implies that the resulting color is no longer 
puré. The opposite effect, known as"fading to black" pro¬ 
duces different reactions depending on the color that is 
being altered. Blue simply tends toward darker blue, while 
red ¡s transformed into brown. 

Painters can change the colors they use at will, whereas 
photographers (apart from slight changes to color ¡ntensity 
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caused by delibérate under- or overexposure) can only 
change the colors in an image by adjusting the composi- 
tion or waiting for the light to change. Overexposed photos 
are also known as"high key" photos and are often seen as a 
sepárate art form. Apart from deserts or fields, monochro¬ 
matic scenes occur most often in architectural or other 
urban contexts. Lateral light emphasizes uneven surfaces 
and architectural features to produce shadows that create 
darker variants of the subject's own base color. 
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About the Photos 

Single-colored objects without texture or detail are gener- 
ally uninteresting, unless you use them as a meditative aid 
to getting "lost ¡n color" Details such as the fine tonal differ- 
ences between the bulldlng and the sky ¡n #6 or the precise 
textures and patterns ¡n #10 immedlately attract our atten- 
tlon. Distlnct objects such as the wlndow or the plants in 
photos # 3 , 5 , and 9 dlrectly define the ¡mage. Shadows pro- 
duced by dlrect sunlight can be seen in #7, 8 , and n, while 
in #12, the architecture itself produces darker surfaces that 


contrast with the building's basic color. Photos #1 and #2 
are composed using an explicit but limited range of colors. 
Contrasting points or lines can also make single-colored 
images more interesting.The folded curtain in #2, the pot- 
ted plant in #3, the triangular "hat" in #4, and the contrast¬ 
ing green stripes in #13 are all examples of this kind of invig- 
orating detail. 
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Part 4 

Serial Photography 
SpecialThemes 


The composition of serial images based on rare, odd, or 
purely artistic themes still depends on the use of points, 
Unes, shapes, and color contrast. Opinión is sure to be 
divided on which subjects are interesting enough to be 
classed as an independent theme. The quality and overall 
look of a series also depends on the quantity of pictures it 
contains. In order to be classed as a series, a work should 
comprise at least five or six sepárate images. There is, of 
course, no upper limit to the number of images a theme 
can encompass. 

It is difñcult to avoid making repeat observations when 
analyzing large numbers of photos, such as the 44 series 
included in this book. Certain common elements are notice- 
able in many of the themes. For example, points are a major 
element in the Doubüng Up , Triples , Street Lamps, and Shoes 
and Gloves sections, whereas lines are the predominant 
design element in Brushes , Stoirs, Tables and Chalrs, Palm 
Trees, and Lines and Strlpes. Circles, rectangles, and squares 
are the major shapes in the Street Slgns, Trafñc Mlrrors, Man¬ 
dóle Covers, and Balloons sections. 


Different art forms use different approaches to produc- 
ing images, but the term "picture" nearly always refers to a 
two-dimensional work. The 2:3 rectangle is the most com¬ 
mon image format, but squares and elongated rectangles 
are also popular. Other basic shapes, such as circles or tri- 
angles, are rarely the basis for two-dimensional images. 

Painters and ¡llustrators start with an empty background 
and create their images gradually. They are able to change 
fundamental forms and colors at most stages during the 
Creative process. Traditional photography involves making 
decisions regarding film, framing, and focal length in 
advance and then exposing the entire image in a split sec- 
ond. It has always been possible to alter certain aspects of a 
finished photo in the darkroom, and nowadays, digital 
image processing techniques make adjusting photographic 
images easier than ever before. Changes to image contení 
can have deceptive, or even criminal effects, especially if 
the images involved are of a political or commercial nature, 
but there are no limits to the changes you can and should 
make for purely artistic purposes. 
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31 Mirror Images 

Doubling Up Vertically and Horizontally 



Painters used mirrors to create visual effects long before 
photography was invented. Mirrors can be used to inelude 
objeets in an image that are located outside the frame, or to 
duplícate a subject. 

The theme of the images printed here is the duplication 
of a major image detail. Symmetry is a major element ¡n this 
type of image, and ¡t can be conjured by a conventional 
mirror, water, glass, or any polished surface. This type of 
symmetry usually has a harmonious effect, and the image ¡s 
generally arranged around a vertical or horizontal central 


axis. It ¡s up to the photographer to decide where this axis 
divides the frame. 

A traditional landscape format ¡s better for photograph- 
ing horizontally mirrored subjeets than a portrait format, as 
this emphasizes the subject itself rather than the propor- 
tions of the división within the frame. The división of the 
frame into right-hand and left-hand sides ¡s especially obvi- 
ous if you shoot a vertically mirrored object in landscape 
format. In order to preserve symmetry ¡n such photos, it ¡s 
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usually best to place the vertical axis in the center of the 
frame. 

A subject's mirror image usually appears darker than 
the subject itself, unless ¡t ¡s reflected ¡n a tradltlonal mirror 
or sllvered glass. In this case, the mlrrored brlghtness and 
color valúes wlll be very similar to those ¡n the original sub¬ 
ject. An observer wlll always attempt to recognize the con¬ 
tení oían ¡mage before reactlng to ¡t emotlonally. It is only 
once this reactlon has taken place that the composltlon 
and color structure of an ¡mage can be analyzed.The spe- 


clal characteristlc of mirror Images is that they produce new 
shapes—in landscapes, in the form of stretched oval shapes, 
and in an architectural context, the form of new, expanded 
versions of existing detail. 
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About the Photos 

The most ¡nteresting mirror images can be captured using 
wide-angle lenses. Vertical lines divide both portrait and 
landscape format images into left and right sides, ¡Ilustrated 
clearly by photos #i, 2,3 ,4 and 5. 

Mirrored subjects can also cause ópticaI tensión be- 
tween shapes and colors, also shown by #1,2, and 3. Photos 
#2 and #5 ¡Ilústrate how mirroring can lead to the apparent 
creation of new forms and shapes. Horizontal lines divide 
an image into upper and lower halves, and invert the 


reflected subject in the lower half.There are obvious differ- 
ences between the details ¡n the upper and lower portions 
of # 6 ,7, 8 , ii ; and 12, whereas the two halves of the ¡mage ¡n 
#9 and #10 simply melt into each other. 
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32 Automotive Reflections 

Inverted and Abstract Images 



This special theme ¡s tricky ¡n ¡ts own special way.The pres- 
tige valué of cars varíes from country to country, and with ¡t 
the degree to whích paíntworkand Windows are kept clean 
and shíny. Cars that are used as utility vehícles tend to be 
less well cared for and can be quíte dírty. If necessary, ¡t ¡s 
possible to remove some dirt from a stranger's car without 
attracting too much attention! 

It can be dífñcult to compose frame-filling ¡mages of 
reflections ¡n cars due to the rounded nature of automotive 
bodywork. Curved surfaces produce dynamíc-lookíng reflec¬ 


tions but make it hard to preserve composítíonal balance. 
Cióse crops and portraít format ¡mages especially tend to 
produce a high degree of abstraction.The more you ¡nclude 
the car itself as the subject and the smaller the role played 
by the reflections, the easier it will be to compose your 
image. Wide-angle lenses are the best choice for shooting 
this type of theme. You can ¡nfluence the effect of reflec¬ 
tions by changing your standpoint, and frontal shots pro¬ 
duce calmer, more static ¡mages than lateral shots. 
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The basic color of an image ¡s determined by the color 
of the car. Pollshed, black cars provlde the clearest reflec- 
tlons and don't requlre you to adjust your exposure. If you 
find an ¡nterestlng reflectlon near a parking lot, you can 
take múltiple shots of the same reflection using different 
colored cars as a basls. Reflections ¡n the body of a car are 
usually complete, whereas photos of reflections ¡n car Win¬ 
dows often ¡nclude parts of the vehlcle's Interior. Photos of 
full-frame reflections ¡n car roofs can later be ¡nverted to 


swltch the orlentatlon of reflected objects such as houses, 
trees, and Street lamps back to normal. 
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About the Photos 

The blue, yellow, and red photos (#1, 2,3 ,4 and 5) make an 
interesting primary-colored monochrome series. The com- 
plementary contrast between blue and yellow/orange ¡n 
photos #1, 5, 6 , and 11 is the result of taking pictures of black 
cars. You can, of course, look not only for monochromatic 
images like #7 and #io, but also for multicolored subjects 
like the ones in photos # 6 , 8 , and 9. The perspective ¡n the 
reflections of houses and other objects is often interesting 
but sometimes guite severely buckled due to unevenness 


in hoods, trunks, or windshields. Photo #9 was taken 
between two parked cars and ineludes the reflection of a 
reflection. 
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33 Still Ufes 


Public and Prívate Surprises 



European culture has a long tradition of still life imagery 
that has produced many skillfully painted, almost photo- 
graphlcally precise renditions of plants,fruit, kitchen scenes, 
and museum rarities. Many details in older still life paintings 
are intended to remind the viewer of the transience of life 
on Earth. 

In the early days, most photographers concentrated on 
portraying people, but a few also followed the still life tradi¬ 
tion in their work. Today, still life photography is generally 
part of the product and advertising photography ouevre. 


Advertising photographers often photograph plants and 
flowers for practice. Karl Blossfeldt, Reinhart Wolf, Irving 
Penn, and Robert Mapplethorpe are just some of the 20th 
century's more notable still life photographers. In spite of 
their apparent naturalness, still lifes are often strictly staged. 
Photos of pumpkin fields, apple trees, or seed pods on a 
branch are generally considered to be nature photos, not 
still lifes. 

The individual objects that make up a still life are usually 
guite small and guickly form additional textures if they are 
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arranged ¡n large numbers. You can, of course, construct 
still lifes from larger objects, too. It is more difñcult to 
arrange a pleasing still life from scratch than it is to simply 
keep your eyes open for accidental still life opportunities at 
vegetable markets, garage sales, or at home in your kitchen 
or garage. 

It is important to clearly sepárate the subject of a still life 
from its background, and shooting to deliberately defocus 
the background is the simplest way to achieve this. All of 
the still lifes printed here are found scenes in which the 


main subject is not always immediately recognizable. The 
composition of the individual images relies entirely on 
framing and the found arrangements of the subjects they 
portray. 
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About the Photos 

Detailed backgrounds, as ¡n photos #1, 5, 10, 11, and 12, 
emphasize the subject without distracting the viewer. Pho¬ 
tos #2, 6 , and 8 are ¡mages that use selective focus on the 
subject with out-of-focus backgrounds to achieve their 
effects. The owner of the fruit store ¡n #7 used an arrange- 
ment reminiscent of a stage curtain to present her wares. 
The rmaize cobs ¡n #9 harmonize beautifully with the wall- 
paper in the background. Patterned glass provides added 


texture in #3 and #4 and a degree of genuine chaos adds 
character to #10.The random collected objects on a garage 
shelf in #12 have a special charm of their own. 
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34 Glass Farades 

Realistic and Abstract Reflections 



We are faced with the phenomenon of mirror ¡mages every 
day of our I¡ves. Every morning, we see ourselves and parts 
of our familiar surroundings ¡n precise detall, albeit fllpped 
180 degrees. Photographers often use mlrrors to take self- 
portralts and also to ¡ndlrectly observe and photograph 
others. The resulting ¡mages are generally "straight" and 
realistic-looking, whether they represent objective views or 
subjective interpretations of their subjects. 


There are two major types of public reflections that 
compete for our attention; store Windows and glass fara¬ 
des. 

Reflections ¡n store Windows combine interior and exte¬ 
rior elements ¡n a single, often surreal photo, but the best 
reflections occur when the Windows themselves are in 
shadow and the reflected objects are brightly lit. It is never- 
theless ¡mportant that the spaces behind the Windows 
remain lit so that they too can become part of the finished 
¡mage. 
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Large-scale glass fagades have, ¡n recent years, radically 
changed the views ¡n cities around the worid, and repre- 
sent a wide-ranging photographic theme of their own. In 
spite of the considerable size of the individual sheets of 
glass, the surfaces they cover are nevertheless divided into 
regular patterns of sguares or rectangles by the Steel gird- 
ers supporting them. It is only possible to keep these lines 
parallel to the edges of the frame by using long lenses or 
shooting from a raised viewpoint, although nowadays it is 
relatively simple to correct converging lines digitally. Sheets 


of glass can never be mounted 100 percent evenly and are, 
in themselves, not completely fíat. They thus produce dis- 
tortion and unexpected shifts within reflected subjects. 
Parts of the subject are often duplicated or disappear com¬ 
pletely in the gaps between the individual panes. 

Arrangements of small mirrors produce interesting, 
broken-down views of otherwise familiar objects. Cióse 
crops often reguire the viewer to take a second, closer look 
before a reflected object can be recognized for what it is. 
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About the Photos 

It ¡s usually necessary to use focal lengths of 135 nam and 
above and to mount your camera on a trlpod ¡f you want to 
photograph glass fagades ¡n cltles.The physlcal llmlts to the 
slze of glass elements often result ¡n bulldlngs wlth enor- 
mous checkerboard patterns, illustrated by photos #2, 3, 4 
5 , and 7. Here, the reflectlons are partlally distorted but stlll 
recognizable.The tlghter crops ¡n #6 and #10 give us a more 
detalled view of the reflected archltectural detalls. Some 
bulldlngs are ciad ¡n reflectlve metal. Metal cannot be as 


precisely tooled as glass, resultlng ¡n the heavy dlstortlon 
visible in #i, 8 , and 11.The partlally distorted reflectlons in #9 
vie for our attentlon wlth the red Unes in the buildlng's 
faga de. 
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35 Packaged Objects 

From Casually Covered to Beautifully Bound 



Normally, a quick glance ¡s enough to check our surround- 
¡ngs for potential danger or ¡nteresting ¡nput. As soon as 
our view ¡s blocked, our deep-seated ¡nstinct for survival 
makes us take a closer look at what ¡s going on. In everyday 
situations such as riding a bicycle, driving a car, or walking 
along a Street, we constantly survey our surroundings for 
changes ¡n detail. 

When we view pictures, we can give them our undi- 
vided attention. The first step involved in viewing a well- 
composed image is recognizing the main subject, which 


usually occurs within a split second. The recognition pro- 
cess takes longer if an image portrays an unfamiliar object 
or a familiar object presented in an unfamiliar way. 

When we view packaged objects, it takes a while to 
comprehend the nature of the material that is blocking our 
view. The transparency of packaging materials can vary 
enormously. The best-known objects that hinder our view 
are fences, gratings, and textured glass. We are used to the 
limits imposed on prívate property or the safety provided 
by fences that sepárate people from animáis. A cage that 
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covers the entire frame is impossible to overlook but doesn't 
prevent us from recognizing the animáis inside it. 

Public ornaments in cities are often packed for cleaning 
or protection using a variety of materials that inelude straw 
mats, sackcloth, plástic tarpaulins, and nets. Sometimes 
entire buildings are covered, while at other times smaller 
objects, such as a single bus shelter or a sculpture, are tem- 
porarily relieved of their normal appearance. As with other 
themes, the variety of potential subjeets is what makes this 
theme so fascinating. Suitable images can be found in pub- 


2 




lie or in prívate and often turn into subthemes of their own, 
like the covered motoreyeles shown here or the covered 
cars in the frontispiece. You can also approach this theme 
by packing things yourself instead of a looking for found 
objects. 
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About the Photos 

Photos #2,3,5, and 6 give away very little about the covered 
object, while the semitransparent cover ¡n #4 ¡s much more 
generous with the secrets ¡t ¡s keeping. The bus stop sign 
and the handcart ¡n #7 and #9 have both been covered 
guite carelessly, whereas the saucepans ¡n #11 are ¡ndividu- 
ally and very precisely wrapped. The carefully packed table 
¡n #8 ¡s ¡nstantly recognizable, but the object ¡n #12 remains 
a secret. Photo #1 suggests a packed sculpture, and the cov¬ 
ered gas station ¡n #10 ¡s unmistakable. Photo #13 ¡s at first 


glance a puzzle. The photo ¡s actually of yachts ¡n dry dock 
on the ¡sland of Ibiza. 
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36 About the Tableaus 
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A tableau ¡s the most effective way to present a photo series. 
The identical size of the individual images compels the 
viewer to compare them to each other. In order to fit the 
page format, the tableaus printed in this book have been 
laid out in portrait format. In addition to the theme itself, the 
number of photos in a series plays a role in the effectiveness 
of the finished work. If you print individual images at about 
4x6 inches, you will end up with a tableau that measures at 
least 20x30 inches. Most prívate apartments are too small 
for this scale of presentaron, but the 10 X30 ¡nch frames that 
have recently become popular are also suitable for display- 
¡ng five or six 4x 6 inch photos in a vertical row. This a rela- 
tively small number of images, but it will usually sufñce to 
make a theme recognizable. 


1 CoveredCars (Pagev) 

Observant viewers are immediately attracted by the differ- 
ences between images ¡n which the basic subject is easy to 
identify. Here, the cars face both ways. Some are covered 
with covers and are completely protected, while others are 
partially uncovered. The range of colors and patterns is 
almost endless. 

2 Street Signs (Page vi) 

Most signs forbid us to do something, and you have to look 
hard to find one that actually invites us to proceed.The tab¬ 
leau reveáis a wide variety of shapes and meanings which 
could be reshuffled to only ¡nclude stop signs. 
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3 Benches (Pageviii) 

Single chalrs often appear somewhat lost. However, the 
same ¡s not true of a lone bench.The dlfferences between 
photos in this series are the benches' locations, colors, 
intended usage, and materials. 

4 Manhole Covers (Page82) 

As mentioned ¡n the text, this broad theme can be divided 
¡nto subthemes that address the different shapes of man¬ 
hole covers. 

5 Colored Doors (Pageio4) 

The shape of the subject ¡s perfect for display ¡n a portrait 
format tableau. Positioning different colored doors ¡n differ¬ 
ent places can alter their effects. In this case, the triangle 
inferred by the three red doors is the dominant element in 
the composition. 


6 Stencil Graffiti in Florence (Page 126) 

"Photographer's luck"can sometimes put you in the right 
place at the right time, guiding you to a serial subject with 
an immediate and absolute commonality. 

7 Swarms (Page 148) 

The over-the-top effect of the individual ¡mages ¡s accentu- 
ated by the tableau form. It ¡s tempting to cover the sur- 
rounding ¡mages in order to concéntrate on just one. 

8 Color Runs (Page 149) 

This subtheme exists primarily as a side effect of grafñti. 

Once you start to look for them, you will discover color runs 
that are part of many other themes, too. 
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37 Displaying Serial Images 



As already mentioned, the tableau form ¡s an effective way 
to present series of photos, but it involves the risk of the 
viewer mistaking your series for a sequence. A series can 
also be presented using different sized images and mixed 
portrait and landscape formats. A larger image format will, 
of course, give an image more emphasis within a layout. For 
the illustrations in this book, we used the height of the 
larger landscape format images to preserve the overall bal¬ 
ance of the individual pages. 


The examples on this page show various ways to use 
square and rectangular backgrounds to present serial 
images. It is especially important to keep an eye on the dis- 
tances between the individual images and the distance 
between the tableau and its frame. If the divisions between 
individual images are too broad, they can overshadow the 
compositional lines within the images themselves. The 
width of your mat should be the same above and to the 
sides of your tableau, while the lower border needs to be 
slightly wider in order to produce a pleasing overall effect. 




















































